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grapple	with	key	existential	questions	about	life	and	death.	They	ask,	“what	is	the	point	of	living	if	soon	I	will	be	dead	and	forgotten”,	“is	there	a	reason	for	all	my	suffering”,	“when	and	how	do	I	truly	begin	to	live”?	Yet,	Chekhov	described	his	plays	as	comedies.	On	the	surface	the	plays	read	as	bright,	animated	and	energized.	Since	the	premiere	of	The	Seagull	in	1896	“critics	have	debated	about	whether	you	can	define	Chekhov’s	plays	as	‘comedy’	or	‘tragedy’”(“Anton	Chekhov”).	 	 The	reviews	following	The	Seagull’s	premiere	were	bleak.	Critics	accused	Chekhov’s	writing	of	being	“heavily	oppressive	or	hopelessly	pessimistic…	N.	Yezhov	described	the	characters	as	nonentities	and	eternally	dissatisfied	people”	(Worall	127).	Similar	complaints	were	made	about	The	Three	Sisters	as	well.	Stanislavsky	contends	with	these	interpretations	of	Chekhov	with	clarity	and	a	depth	of	understanding	for	Chekhov’s	writing.	He	states The	men	of	Chekhov	do	not	bathe,	as	we	did	at	that	time,	in	their	own	sorrow.	Just	the	opposite;	they,	like	Chekhov	himself,	seek	life,	joy,	laughter,	courage.	The	men	and	women	of	Chekhov	want	to	live	and	not	to	die.	They	are	active	and	surge	to	overcome	the	hard	and	unbearable	impasses	into	which	life	has	plunged	them…	Astrov	and	Uncle	Vanya	are	not	simple	and	small	men,	but	ideal	fighters	against	the	terrible	realities	of	the	Russia	of	Chekhov’s	time.	You	will	notice	the	plays	are	accompanied	by	the	continuous	laughter	of	the	audience,	which	never	rings	so	often	and	so	loud	and	so	clear	as	it	does	in	his	plays,	for	Chekhov	himself	was	one	of	the	men	who	are	in	love	with	life,	and	greatly	(Stanislavsky	348-352).	
 Personally,	I	cannot	think	of	a	better	definition	of	idealism	or	optimism	than	an	individual	who	believes	in	a	better	future	although	she	is	surrounded	by	hopeless	circumstances.	“All	the	plays	of	Chekhov	are	permeated	and	end	in	a	faith	in	a	better	future	in	the	part	of	the	fatally	ill,	talented	and	life-loving	poet,	whose	own	life	was	as	hard	as	that	of	his	heroes”	(Stanislavsky	348). 
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	 Chekov	sought	to	present	life	as	it	was	really	lived.	He	wanted	to	show	how	people	really	interacted	and	what	life	looked	like,	both	externally	and	internally.	That	is	why	his	plays	must	remain	light	and	buoyant.	On	YouTube	I	accessed	a	production	of	The	Three	Sisters	in	Moscow	in	2006	in	Russian.	In	the	first	half	of	the	play	there	was	regular	laughter.	Characters	(not	actors)	made	fun	of	themselves.	The	acting	remained	light	whenever	possible.	When	darkness	and	sorrow	came	into	the	story,	there	was	no	self-indulgence	from	the	actors,	no	melodrama,	no	wallowing.	Pain	was	experienced	and	then	the	world	moved	on,	like	life.	That	took	away	the	heaviness	that	can	kill	a	Chekhov	play.	What	I	learned	about	Chekhov	watching	it	played	in	Russian	is	that	it	is	not	comedy,	and	it	is	not	tragedy;	imposing	either	one	on	it	isn’t	helpful	to	the	actor.	 Chekhov	understood	the	constant	heartbreak	of	daily	life.	That	heartbreak	is	“you	sit	and	say,	‘I’ll	have	another	cup	of	tea,	my	foot’s	asleep,	let’s	have	lunch,	but	what	am	I	living	for?’	That	is	more	heartbreaking	than	saying,	‘I’m	so	tragic’”	(Adler	192).	In	Chekov,	people	are	heartbroken	all	day	long	and	live	quite	normally.	 	 In	Chekhov’s	plays	you	see	characters	faced	with	impossible	situations.	They	experience	apathy,	but	they	also	have	the	ambition	to	fight	and	the	will	to	struggle	for	something	better.	“The	individual	Chekhov	admires	most	is	the	one	who	at	least	
tires...	He	says,	‘don’t	let	apathy	get	you	down	to	the	point	that	you	have	no	self-respect.	Make	a	fight.	You	must	work	at	it	constantly,	day	and	night.	You	must	never	stop	reading,	studying,	exercising	our	will,	every	hour	is	precious”	(Adler	177).	What	I	hear	from	Chekhov,	specifically	in	The	Three	Sisters,	is	that	in	moments	of	despair,	or	in	the	face	of	one’s	own	irrelevancy,	the	only	thing	one	can	do	is	make	a	
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little	art.	To	make	a	little	music,	a	little	painting,	a	little	writing,	a	little	landscape,	is	all	one	can	do.	 	 That	idea	is	the	key	to	understanding	Masha	and	Vershinin	and	why	they	are	so	drawn	to	each	other.	Both	are	incredible	fighters	and	extraordinarily	optimistic.	Masha	reads,	expresses	her	free	will,	and	is	ravenous	for	life.	Vershinin	imagines	what	life	will	be	like	for	people	in	Russia	one	hundred	years	after	his	death	and	he	believes	all	their	suffering	will	result	in	a	better	future.	That	is	why	Masha	and	Vershinin	fall	in	love	so	desperately	and	so	fast:	they	immediately	recognize	the	courage,	the	light,	and	the	hunger	for	life	in	each	other.	Masha	is	not	apathetic	to	her	love	for	Vershinin.	She	doesn’t	say,	“what’s	the	point?	He’ll	have	to	leave	in	three	months,	and	all	the	fuss	will	be	for	nothing.	I	will	only	be	more	miserable	than	I	was	before.”	Of	course	they	both	know	Vershinin’s	regiment	will	be	called	to	duty.	They	know	their	time	is	extremely	limited.	Yet,	they	let	themselves	fall	deeply	in	love,	knowing	that	they	will	be	ripped	apart.	 	 To	me,	that	is	an	example	of	exceptional	courage.	Masha	understands	the	consequences,	but	she	lets	Vershinin	into	her	life	because	she	wants	to	live.	At	the	end	of	The	Three	Sisters	Masha	knows	love	for	the	first	time	and	that	is	something	Olga	will	never	know,	and	Irina	will	likely	never	know.	Even	still,	after	gut	wrenching	heartbreak,	after	the	Prozorov’s	property	is	sold	and	they	know	they	will	never	go	to	Moscow,	it	is	Masha	who	still	has	fight	in	her.	She	says,	“we	must	live,	we	must	live”	(Chekhov	122).	Masha	has	one	thing	that	reaches	her	and	will	help	her	survive.	I	cannot	see	pessimism	in	that	kind	of	thinking.	It	is	optimism.	It	is	incredibly	important	to	note	that	Chekhov	wrote	The	Three	Sisters	in	the	last	four	
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years	of	his	life.	He	knew	he	was	dying.	His	message	is	live	while	you	can,	take	advantage	of	every	moment	no	matter	how	bleak	the	future	looks.	 	 Chekhov	writes	plays	about	human	struggle	for	happiness	and	meaning.	It	is	important	to	address	what	“Moscow”	represents	in	The	Three	Sisters.	Throughout	the	play,	the	three	sisters	desperately	dream	of	moving	to	Moscow.	However,	Moscow	is	not	simply	a	city,	it	is	an	idea	to	which	the	sisters	can	attach	hope	too.	 Moscow	is	a	dream.	In	a	dream	you	will	be	loved,	you’ll	be	happy	you’ll	meet	the	man.	Your	soul	will	be	restored.	The	dream	is	an	ideal.	An	idealist	does	not	seek	the	truth,	only	her	illusion	of	the	truth.	She	fixates	on	it.	The	sisters	think	it	is	only	“here”	where	there	is	such	boredom	and	claustrophobia.	Against	the	magnificence	of	Moscow,	everything	seems	trivial	and	diminished.	The	quest	grows	more	and	more	until	it’s	an	outcry:	“We’ve	got	to	get	there	to	save	ourselves.	We	will	do	anything	to	
get	there!”	(Adler	263).	
 Moscow	is	something	everyone	can	understand:	wanting	your	soul	to	expand.	It	is	the	one	thing	you	have	to	do	or	you	fear	you	will	die.	For	the	sisters,	Moscow	is	about	meeting	a	husband,	a	man	to	love.	However,	it	is	not	pedestrian	in	any	way.	It	represents	wanting	to	be	a	human	being	again	through	love.	As	Masha,	I	want	to	meet	my	own	love,	my	own	soul,	and	realize	my	life,	through	loving	another,	through	being	in	the	streets	where	my	mother	is	buried,	where	I	was	a	child.	 Time	of	Transition 
The	Three	Sisters	was	written	in	1900,	an	intense	time	of	political,	social,	and	economic	transition	for	Russia.	The	first	Russian	Revolution	was	only	five	years	away,	and	the	country’s	identity	was	transforming.	Chekhov	specifically	explored	how	the	transition	to	modernity	in	Russia	affected	the	middle-to-low	ranks	of	gentry	families.	Chekhov’s	lifetime	was	bounded	by	two	significant	historical	events.	These	events	reveal	the	Russia	in	which	Chekhov	lived,	and	wrote	his	literature.	
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breaking	principles	that	founded	the	Moscow	Art	Theatre:	“the	rejection	of	theatricality,	the	emphasis	on	inner	feelings	as	opposed	to	external	effects—these	were	second	nature	to	Knipper”	(Pitcher	180).	 Olga’s	style	of	acting	also	reveals	her	deeply	emotional	nature.	“The	main	feature	of	her	personality	and	of	her	talent	was	always	of	a	love	of	life,	with	all	its	earthly	joys,	sorrows,	interests	and	passions”	(Pitcher	181).	Olga	Knipper’s	Masha	is	considered	to	be	the	greatest	performance	of	Masha	in	all	of	Russian	theatre	history.	If	Olga	believed	that	feeling	and	experiencing	the	character	authentically,	I	have	yet	another	clue	into	how	to	play	Masha—with	deep	and	authentic	emotion.	 Artistic	Challenge	in	Practice		 	 Masha	is	a	strong,	powerful,	direct,	sexy	and	intense	woman.	At	a	time	when	women	were	particularly	repressed	by	their	society,	Masha	manages	to	remain	true	to	herself	and	follow	her	heart	in	a	desperate	situation.	Masha	speaks	directly	and	bluntly,	fights	for	what	she	wants,	and	never	alters	her	behaviour	to	please	another.	Masha	is	incredibly	courageous	in	the	face	of	judgment,	fear,	and	pain.	Masha	has	a	very	rich	internal	life	churning	at	all	times.	Masha,	for	a	large	portion	of	the	play,	is	a	mystery.	Although	she	has	a	significant	story	arch,	she	doesn’t	speak	as	often	as	Irina.	Masha’s	fearlessness,	sexuality,	and	complex	inner	life	are	the	reasons	I	have	chosen	to	apply	my	artistic	challenge	research	to	my	creation	and	performance	of	this	role.	My	artistic	challenge	is	to	learn	to	tap	into	my	richest	sources,	and	do	the	work	from	a	place	of	truth,	rather	than	seeking	approval;	therefore,	Masha	will	be	an	excellent	vessel	through	which	I	can	experiment	with	my	fears	and	challenges	in	a	controlled	theatrical	circumstance.	 
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		Appendix	A:	Journal	Entries December	16th	
Discoveries	First,	it	has	been	an	absolute	luxury	to	have	my	costume	and	shoes	for	my	first	week	of	rehearsal.	Putting	on	Masha’s	dress	has	been	fundamental	in	my	inhabiting	and	embodying	her.	The	costume	and	the	shoes	function	as	a	sort	of	mask	for	me,	and	have	helped	me	begin	to	develop	a	character	body.	Also,	the	costume	gives	me	a	huge	amount	of	confidence.	Much	like	mask,	having	the	costume	allows	me	to	feel	more	comfortable	connecting	deeply	to	the	character,	and	reveal	more	depths	of	my	imagination,	swamp	and	unconscious	self.	I	also	have	a	lot	of	confidence	being	‘sexy’	or	brining	Masha’s	rich	inner	sexual	life	to	the	performance	when	I’m	wearing	the	costume.	Second,	I	say,	thank	you	Anton	Chekhov	for	writing	such	a	beautiful	role!	I	feel	invigorated	playing	Masha,	she	is	teaching	me	so	much	about	transparency	and	self-confidence	and	taking	risks.	What’s	so	beautiful	about	Masha	is	she	feels	so	passionately	and	so	extremely.	I	feel	so	alive	onstage	with	her.	When	we	were	blocking	out	Act	II	today,	the	amazing	thing	was	I	wasn’t	interested	in	how	I	sounded,	or	what	others	were	thinking	of	my	performance.	I	was	simply	thinking	the	thoughts	of	Masha	and	speaking	and	taking	my	time.	Instead	of	focusing	on	other’s	gaze,	what	they	might	be	thinking,	or	if	I	am	‘good’,	I	got	lost	in	the	character	and	the	world.	Particularly	when	I’m	talking	to	Vershinin.	What	I	feel	I	am	beginning	to	discover	is	how	essential	extensive	research	is	for	me	in	my	process.	This	is	the	only	show	where	I	have	done	THIS	MUCH	research,	and	been	this	rooted	in	the	literature,	music,	culture,	and	general	period	of	the	play.	IT	CHANGES	EVERYTHING	FOR	ME.	To	understand	the	world	I’m	playing	in	is	HUGE.	As	a	result	of	coming	in	on	the	first	day	of	rehearsal	with	such	knowledge	about	the	playwright,	character	and	period	is	I	am	falling	in	love	with	this	story.	That	effects	my	acting	because	I	can	feel	myself	being	much	more	interested	in	telling	this	story,	inhabiting	this	world,	doing	justice	to	Masha’s	journey,	rather	than	simply	being	‘liked’	onstage.					Jan	6th	
Discoveries		I	am	fascinated	by	something	Tanja	said	in	relation	to	my	description	of	Masha’s	super	objective.	For	me	it	is	a	hunger	to	devour	life,	and	live	artfully.	Meaning,	Masha	wants	to	experience	the	beauty	and	the	pain	of	every	moment	of	life	in	order	to	slow	time	down.	She	wants	to	savour	and	appreciate	each	moment	so	that	she	never	looses	time.	Saying	it	in	another	way	she	is	hungry	for	consciousness.	She	wants	too	look	life	in	the	face	and	see	it	for	what	it	is	and	love	it	for	what	it	is	and	appreciate	it’s	beauty.	Interestingly	as	well,	she	is	also	seeking	perfection.	The	perfect	moment,	the	perfect	love,	the	perfect	passion.	It	is	the	pursuit	of	that	perfection	where	Masha	seeks	to	find	the	eternal,	the	higher,	almost	Godly	
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experiences	in	life	that	take	us	out	of	our	mortal	condition,	even	for	a	moment.	I	deeply	relate	to	this	idea	and	I	when	I	am	playing	Masha,	I	am	bringing	very,	very	personal	images	and	experiences	to	the	role.	But	these	images	are	more	of	a	foundation	and	a	feeling	than	anything	else.	Because	I	am	feeling	so	confident	in	the	character	I	do	not	have	much	fear	brining	these	parts	of	myself	to	the	role.		I	have	been	coming	to	rehearsal	at	least	45	minutes	early	to	warm	up	my	voice,	and	body,	as	well	as	get	grounded	in	the	details	of	Masha’s	world.	A	really	helpful	way	I	do	this	is	I	listen	to	Glinka	or	Rachmaninov	and	imagine	Masha	playing	piano	in	the	house	in	Moscow	or	in	their	present	house.	While	I	picture	this	I	remind	myself	of	whatever	details	I	need	for	that	rehearsal-	I	image	her	childhood,	her	parents	death,	her	affair	with	Vershinin,	the	rooms	we	inhabit	in	the	play.	I	try	to	do	so	with	as	much	specificity	and	detail	as	possible.	Doing	these	warm	ups	has	been	essential	for	me	to	have	the	most	productive	rehearsals	I	can	have.	I	am	much	more	focused	in	rehearsal.	Rather	than	fumbling	around	for	the	fist	20	minutes	trying	to	get	hold	of	Masha	I	am	already	dropped	in	and	able	to	fully	inhabit	her	from	the	very	start	of	rehearsal.			
Challenges	However,	Michael	Greyeyes	came	to	watch	our	rehearsal	for	the	first	time	today.	I	became	acutely	aware	of	being	watched	by	Michael	and	that	threw	me	off.		Rather	than	being	in	the	world	of	my	character	I	was	imagining	what	my	performance	looked	like	to	Michael	and	it	took	me	out	of	the	world.	I	was	no	longer	surrounded	by	details,	but	was	interested	in	Hannah	and	how	I	was	being	perceived.	In	my	posture	and	body	I	felt	less	apart	of	the	world	today,	perhaps	we	need	to	sink	back	into	it.	I	felt	I	was	assuming	poses	rather	than	ruling	from	an	internal	confidence	as	before.	I	didn’t	feel	as	deeply	connected	to	the	world	as	I	did	in	the	last	week	of	rehearsal.	But	that	will	come.	My	shoes	fit	much	looser	than	before,	which	I	think	is	effecting	things.	Must	get	new	shoes	this	weekend.		
Plans		How	do	I	keep	focus	on	Masha’s	world	and	the	details	while	I’m	being	watched	by	anyone	outside	our	cast	and	crew?	Notably,	when	we	have	a	full	audience?	My	plan	is	to	practice	technique	from	the	river	work	we	did	with	Alyson.	In	the	river,	whenever	I	would	get	thrown	out	of	my	experience,	or	become	distracted	by	the	observer’s	gaze,	it	is	essential	to	be	patient,	be	aware	that	you	are	blown	off	course,	and	wait	to	find	new	images	to	jump	into,	rather	than	panicking.	Also,	another	way	to	jump	back	into	the	world	is	to	ask,	what	am	I	doing,	what	am	I	seeing,	what	am	I	seeking?	I	will	try	these	techniques	the	next	time	someone	comes	to	observe	rehearsal.			January	11th		
Discoveries	My	sister’s	pain	is	my	pain	and	it	is	deeply	upsetting	to	watch	Alex	as	my	sister	cry	in	Act	III	and	tell	me	she	dreamed	of	love	and	she	knows	she’ll	never	have	it	and	she	doesn’t	know	how	she	hasn’t	killed	herself	yet.	However,	I	think	I’m	sinking	into	it	
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too	much	as	Hannah,	as	an	actor	and	falling	in	love	with	the	tragedy.	As	an	artist,	as	an	actor	I	feel	myself	stepping	back	and	enjoying	the	beauty	and	the	sorrow	of	what	Chekhov	has	written.	I	think	that	is	taking	me	a	bit	out	of	the	world.	How	do	I	feel	the	sorrow	as	the	character	without	getting	pulled	out?	I	was	crying	in	the	scene	and	after	we	ran	the	scene	because	I,	Hannah,	was	moved	by	Chekhov’s	statement	about	the	failure	of	love	to	save	us.	But,	for	Masha,	she	is	in	the	height	of	love	and	has	nothing	but	total	faith	and	belief	in	it.	This	is	the	great	event	of	her	life	and	she	is	right	in	the	middle	of	it.	Masha	as	a	character	would	not	be	aware	that	Irina’s	statement	will	soon	be	mirrored	by	her	own	story	in	Act	IV.	If	Masha	weeps,	she	only	weeps	because	she	is	feeling	the	pain	of	her	sister.		Act	III	is	incredibly	special	and	incredibly	unique	because	it	gives	us	a	glimpse	into	these	characters	when	they	reveal	their	private	lives.	First	of	all	everyone	is	exhausted	from	this	night.	The	fire	also	seems	to	open	up	an	opportunity	for	everything	to	change.	Fedotik	looses	everything,	and	the	Prozorovs	become	dangerously	close	to	loosing	everything	as	well.	There	is	an	opportunity	this	night	for	things	to	change	and	there	is	action	on	this	night.	Masha	and	Vershinin	make	love	for	the	first	time	on	this	night.	Also,	we	see	the	girls	alone	together	for	the	first	time.	The	volume	is	different,	the	tone	is	different.	Masha	lets	the	pot	boil	over	in	so	many	different	ways	in	this	act.	The	fight	with	Kulygin,	the	love	affair	with	Vershinin.	The	confession	to	her	sisters.				
Issues		The	confession	in	Act	III.	This	was	our	first	run	and	it	felt	lacking	in	some	way.	It	felt	very	much	like	Hannah	making	a	confession	rather	than	Masha.	What	I	mean	by	that	is	I	was	using	images	that	relate	directly	to	my	life.	And	it	wasn’t	working	for	me.	I	need	to	spend	a	lot	more	time	answering	some	questions	here.	What	does	being	in	love	mean	to	Masha,	what	does	it	give	Masha.	This	is	one	of	the	great	events	in	her	life,	why?	Why	does	it	bring	her	back	to	life?	How	does	it	satiate	her	super	objective?		Importantly,	I	know	from	my	own	experiences	of	falling	in	love,	it	is	all	about	the	other	person.	Yes,	you	experience	and	know	about	your	own	incredibly	strong	reactions	to	this	person.	But	the	thing	that	you	go	over	and	over	in	your	head,	the	thing	that	keeps	you	up	at	night,	that	makes	you	ache	in	the	best	way,	is	not	your	own	emotions,	but	the	thought	of	them.	Their	beautiful	complexity,	the	shape	of	their	lower	lip,	their	hands.	To	really	root	this	and	give	it	more	colour	is	not	to	image	my	own	experience	about	falling	in	love,	or	be	fixated	on	Masha’s	feeling	of	love,		tobut	use	my	understanding	of	falling	in	love	to	create	the	right	imaginative	circumstance	for	Masha.	What	does	Masha	want	to	give	Vershinin?	Essentially	to	find	the	image,	sensations,	situation,	that	allows	me	to	have	the	most	grounded	and	alive	experience	as	Masha	during	the	confession.				
Plans		Tomorrow	I	will	grok	the	text	of	this	confession	and	do	a	lot	of	stream	of	consciousness	writing	as	Masha	as	to	her	love	for	Vershinin.	Also,	in	relation	to	who	she	wants	to	tell	and	why.		Questions	to	be	answered	in	these	exercises	or	over	the	next	few	rehearsals:		
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How	come	Olga	calling	her	silly	makes	Masha	decide	to	tell	her	sisters	she	loves	Vershinin?	How	does	Irina’s	heartbreaking	speech	effect	Masha’s	decision	and	way	in	which	she	confesses?		What	does	falling	in	love	mean	to	her	personally?	What	does	it	mean	to	them	collectively?		Has	she	ever	said	these	words	in	her	life?	What	are	the	stakes-		what	does	she	have	to	gain,	what	does	she	have	to	loose	by	telling	her	sisters?			Jan	17	
Discoveries	Today	Act	III	was	not	played	as	giddy	as	I	used	too.	Today	it	was	much	more	conflicted,	there	was	much	more	frustration	and	darker	emotion	in	it.	The	‘confession’	is	a	frank	conversation,	and	there	is	so	much	to	play	there.	The	anger	at	Olga	for	being	silly,	trying	to	convince	her,	letting	her	in	on	the	joy,	then	being	pulled	to	the	fear.	I	think	the	thing	to	explore	is	balancing	the	joy	with	the	fear.	How	to	have	both	extremes	in	the	one	monologue.			
Challenges	Today	was	a	very	difficult	day	in	rehearsal	for	me.	This	was	our	first	rehearsal	back	from	Theatre	Ontario	and	High	Park	callbacks.	It	was	a	very	stressful	weekend	and	so	much	is	up	in	the	air.	My	confidence	and	focus	were	absolutely	shook	this	weekend.	I	have	been	feeling	very	confident	in	rehearsal,	and	very	focused.	Today	was	the	first	day	that	I	was	very	distracted,	not	focusing	on	the	scenes	when	it	wasn’t	my	turn	to	be	onstage,	and	laughing	and	clowning	around	in	between	working	scenes.	I	was	totally	disconnected	from	the	world	and	Masha’s	state	of	mind.	What	happened	in	rehearsal	today	was	I	let	outside	stress	effect	my	focus.	As	a	result	my	acting	in	Act	IV	specifically	was	disconnected,	I	was	listening	to	the	sound	of	my	own	voice	and	I	still	very	much	felt	that	I	was	‘Hannah’	acting	a	scene,	rather	than	Masha	experiencing	her	life.			
Plans	Do	physical	work	before	rehearsal,	an	hour	of	yoga,	to	help	release	tension,	stress,	and	quiet	my	body	and	mind.	Go	in	an	hour	and	a	half	early.	Spend	a	half	hour	to	an	hour	doing	river	work	specific	to	Masha’s	inner	life	in	Act	III	and	IV,	and	grok	the	‘confession’	again.	Then,	do	a	solid	warm	up	for	a	half	hour,	focused	on	awareness	and	freeing	the	breath,	connecting	to	the	core	of	my	body,	and	connecting	to	Masha’s	inner	life.	Wear	a	really	nice	dress	tomorrow	and	do	my	makeup	to	boost	confidence.			Additional	notes:	This	rehearsal	seemed	the	shortest	and	least	productive	for	me.	Staying	in	Masha’s	head	and	staying	focused	on	the	play	in	rehearsal	is	INTEGRAL	to	making	the	most	of	my	rehearsal	time.	Although	I	have	had	a	lot	of	success	in	rehearsal	so	far,	I	have	SO	MUCH	more	to	learn.		
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		Dress	with	an	audience	January	24th	Difficult	performance	tonight.	Act	I	and	II	felt	that	they	were	lacking	in	momentum	and	energy.	And	I	was	totally	worm	out	by	Act	IV.	I’m	not	sure	if	its	my	own	energy	that	needs	to	be	juiced	or	if	the	audience	was	just	grappling	with	way	too	much,	between	the	signs,	titles,	ASL,	sanatorium	container	and	acting.	It	really	wasn’t	much	fun.	It	felt	like	we	were	heaving	a	very	heavy	thing	for	three	hours.	We	were	all	desperately	trying	to	lift	it,	but	it	couldn’t	be	carried	and	couldn’t	take	off.	I	felt	that	I	was	inviting	the	audience	in	and	they	were	enjoying	the	show	in	Act	I	but	we	started	loosing	them	by	the	end	of	Act	II.	By	Act	IV	I	felt	we	had	lost	the	audience.		I	think	the	way	to	improve	this	is	fast	pace.	I	think	that’s	the	key	here.			January	25th	Waking	up	this	morning	after	the	performance	two	things	have	become	very	clear	to	me.	There	are	two	FUNDAMENTAL	aspects	to	Chekhov’s	writing	and	to	Masha’s	journey	that	I	had	a	very	strong	sense	of	in	the	larger	part	of	rehearsal,	but	seem	to	be	a	little	less	focused	on	now.	The	first	is	that	this	is	a	story	about	people	in	transition.	The	intellectual,	golden,	age	of	Russia	and	Russian	culture	is	dead.	The	time	for	heroes,	for	Tolstoy,	Pushkin,	Rachmaninov	is	gone.	The	middle	class	is	coming	in	and	taking	over.	Revolution	is	just	around	the	corner.	Transition	is	pain.	For	Masha,	she	is	living	in	a	Russia	that	no	longer	has	the	security	of	the	Russian	past	that	she	was	brought	up	on.	Values	that	she	deeply	believed	in-	art,	literature,	music,	heroic	men	and	fragile	women,	everyone	working	to	create	more	art,	more	beauty-	that	is	gone.	She	is	grappling	with	finding	a	way	to	survive	in	a	world	where	no	one	believes	in	what	she	believes	in	anymore.	She	is	reshaping	her	values	so	she	can	survive.			Second,	and	most	importantly,	despite	the	pain	and	the	transition	and	being	trapped	MASHA	DESPERATELY	WANTS	TO	LIVE,	TO	SURVIVE,	TO	FIND	MEANING,	TO	EXPERIENCE	A	LIFE	OF	TRUTH.	She	wants	this	from	the	very	beginning	of	the	play	to	the	very	last	moment.	Despite	the	loss	of	Vershinin	and	the	going	downhill	of	her	brother,	she	never	gives	up,	she	never	is	defeated.	She	fights	and	she	fights	and	she	works,	and	she	rails,	and	she	is	CORAGEOUS	right	to	the	very	end	when	she	says	‘we	must	live’.	Never	sink	into	sadness,	always	fight	to	change	my	world,	always	hope	for	life,	always	reach	for	it,	always	try	and	find	it.			Opening	January	26th		Opening	went	so	well!	Much	better	than	dress.	The	changes	I	made	which	were	successful	were:	I	made	sure	to	drink	and	eat	enough	before	the	show.	The	show	is	long	and	I	don’t’	have	any	time	to	eat	or	drink	at	all	during	the	run,	so	making	sure	I	have	proper	sustenance	before	hand	was	very	helpful	for	keeping	my	energy	up.	TO	LIVE	AS	MY	SUPER	OBJECTIVE,	keeping	this	in	mind	kept	the	whole	play	moving	forward	and	my	journey	on	a	roll.	I	also	felt	that	I	was	inviting	the	audience	in	by	leading,	not	but	taking	to	much	time	or	listening	to	them	too	intently.	Inviting	the	audience	in	is	feeling,	not	something	I	have	to	continually	work	at.	Last	night	over	
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email	David	gave	me	the	advice	to	enjoy	playing	one	of	the	greatest	roles	ever	played	for	women	and	fly.	I	feel	like	I	did	that	tonight.	I	savoured	it	but	also	kept	my	pace	and	energy	up,	which	made	the	whole	journey	ten	times	more	enjoyable.	The	love	scene	with	Vershinin	was	a	little	rocky,	I	think	I	was	being	too	hesitant.	I	need	to	tone	that	down	a	bit.	Overall	success!				Closing	night	January	27th	Before	our	performance	today	Tanja	told	the	cast	that	one	thing	we	can	try	to	focus	on	is	differentiating	the	rhythm	of	each	act.	I	found	this	incredibly	helpful	in	the	run.	Especially	in	act	III	and	IV.	I	was	reminded	that	act	III	is	about	violence,	chaos,	but	most	importantly	for	my	character,	and	for	all	the	characters	act	III,	it	is	a	pot	boiling	over.	Andrei	has	mortgaged	the	house	to	the	bank,	Vershinin	and	Masha	are	in	an	affair,	Olga	is	slowly	being	forced	into	the	position	of	headmistress,	and	Irina	decides	to	marry	the	Baron	and	give	up	on	her	dream	of	love.	The	Doctor	is	enraged	by	everyone	ignoring	Natasha’	indecency	and	their	hypocrisy	in	general.	During	the	run,	the	idea	that	each	character	is	expelling,	is	boiling	over	and	releasing	emotion,	saying	un-sayable	things,	really	helped	me	find	the	urgency	and	bursting	emotion	of	this	act.	It	helped	me	drive	my	text	forward,	and	it	all	seemed	more	grounded	in	an	inability	to	keep	quiet.	Pace	was	up,	rhythm	was	different,	and	the	act	was	driven	by	much	stronger	need.		Act	IV	is	sober.	For	my	character	it	is	about	frank	conversation	and	facing	the	rest	of	my	life	with	sobriety.	The	affair	is	over,	and	I	learn	that	life	is	not	and	will	never	be	what	I	expect	it	to	be.	But	I	learn	to	live,	as	best	I	can,	with	what	I	have.	This	act	felt	clearer	and	more	diversified	from	the	rhythm	of	the	other	acts	than	it	has	before.		Tanja	also	advised	us	to	lean	into	time	in	the	play.	Constantly	be	propelling	yourself	forward	she	said,	don’t	let	yourself	get	comfortable	or	sit	down	into	the	play	always	be	moving	forward.	This	drive	primarily	helped	my	urgency,	pace,	and	tension	(for	Masha	not	me	as	actor).	All	of	these	things	were	like	a	boost	of	energy,	drive,	life,	grounding,	and	gave	space	for	more	spontaneity.	Leaning	forward	also	changed	the	weight	or	layers	of	images	and	experience	I	was	able	to	brig	in	the	performance.	It	wasn’t	something	that	I	was	actively	thinking	of	but	I	had	my	unconscious	life,	my	personal	past,	my	life	and	present	images,	and	all	of	Masha’s	past	and	present	too.	I	also	had	the	actual	present	moment	of	performing	and	being	connected	with	an	audience			
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